Abstract: In Ancient times, synesthesia was a form of perception sought after, as developed both by Pythagoras and by Aristotle. It was a degree of perception sought after for the perception of the divine. It was part of a definite aesthetics because art was supposed to permit access to synesthesia through very precise rules defined by Aristotle in his Rhetoric. Synesthesia was not an anomalous form of perception experienced by some writers only. It was supposed to be induced by certain masterpieces, thus connecting the reader's experience of synesthesia with the writer's. The hypothesis of the present paper is that Nabokov knew those theories and that his knowledge of Ancient sources was not limited to Plato whom he quotes repeatedly in his interviews, but also comprised Aristotle. Not only did Nabokov know about that theory, some interviews, and some of his novels reveal a game with those sources and a quest for the reader's synesthesia. The present article focuses on the two first pages of The Gift as a skillful implementation of Aristotle's theory on synesthesia.
The word "synesthesia" is derived from the Greek words syn, which means 'together,' and aisthesis, which means 'perception.' Synesthesia refers to individuals who experience involuntary cross-sensory associations. The most common form of synesthesia is "colored hearing," or seeing colors when a sound is heard. The concept of synesthesia has undergone an evolution through the ages that not only modified its current use and meaning, but also cut it from its original sources and theories. In modern times, synesthesia is understood as the fact of perceiving something with several senses or with a sense usually not associated with the type of perception needed. In all cases, synesthesia is understood as a rare capacity, or even as a form of anomaly of perception. Interestingly, Pythagoras considered synesthesia to be the greatest philosophical gift and spiritual achievement.
In ancient times, synesthesia was a form of perception sought after, as developed both by Pythagoras and by Aristotle. It was a degree of perception sought after for the perception of the divine. It was part of a definite aesthetics because art was supposed to permit the access to synesthesia through very precise rules defined by Aristotle in his Rhetoric.
Synesthesia was not an anomalous form of perception experienced by some writers only. It was supposed to be induced by certain masterpieces, thus connecting the reader's experience of synesthesia with the writer's.
The hypothesis of the present paper is that Nabokov knew those theories and that his knowledge of Ancient sources was not limited to Plato whom he quotes repeatedly in his interviews, but also comprised Aristotle. Not only did Nabokov know about that theory, some interviews, and some of his novels reveal a game with those sources and a quest for the reader's synesthesia.
Synesthesia in the ancient Greek sources, with its aesthetic and ethical dimension
Synesthesia was not Aristotle's invention, and the interpretative questions encountered in the case of Plato's own contribution reappear in the case of Aristotle. Despite the fact that Pythagoras left no personal writings of his own secret teachings, we learn from Iamblichus that this concept was already present in his theory. Pythagoras considered synesthesia to be the union of the illusory, constant, daily, repetitive, mundane world with the real, genuine world of universal and abstract concepts and ideas, and, as such, was the greatest philosophical gift and spiritual achievement. Pythagoras set out to assign colors to musical notes (Ione and Tyler 2004) .
Passive synesthesia and its expression in Aristotle's sources
For Aristotle, it is clear that any perception is composed of multiple perceptions through multiple senses, present and unified in a body. Therefore, perception is only characterized as being associated with one particular sense according to a ratio of perception. Implicitly, this means that synesthesia is only a natural process made conscious. Aristotle demonstrates that one cannot perceive through one sense only, and that all senses are interdependent, for instance, it appears to him that the perception of touch cannot be dissociated from the perception of sound:
… so without sound the sharp and flat are not perceived. These last are spoken of by metaphor from the touch of objects. For the sharp moves the sense to its great extent in its short time, the flat to a small extent in its long time … (Aristotle 1986: 178) .
Thus the natural expression of perception, in any description, is to evoke it with metaphors.
Moreover, our modern categorization has dissociated our physical senses and perception from our psychological inner being. In Aristotle's and Pythagoras' view, there are five outer senses and five/seven inner senses, without which the outer senses could not experience perception:
Each sense then is relative to its particular group of sensible qualities: it is found in a sense-organ as such and discriminates the differences which exist within that group; e.g. sight discriminates white and black, taste sweet and bitter, and so in all cases. Since we also discriminate white from sweet, and indeed each sensible quality from every other, with what do we perceive that they are different? It must be by sense; for what is before us is sensible objects. (Hence it is also obvious that the flesh cannot be the ultimate senseorgan: if it were, the discriminating power could not do its work without immediate contact with the object.) (De Anima, Bk. III, ch. 2) From the Aristotelian and Pythagorean perspective, synesthesia involves all the powers of the mind, and relies on a mathematical harmony at all levels of perception and comprehension of the world, reflecting the mathematical dimension of the world and of the divine. Furthermore, the mere evocation of a sense was supposed to awaken that sense.
The ten/twelve senses interacting in synesthesia
The ten/twelve senses of the Aristotelian tradition were taught and transmitted through the ages until the Renaissance. They were discarded as irrelevant by the Enlightenment philosophers and progressively forgotten (see Figure 1) . Imagination, cognition, memory, fantasy, estimation, dreaming, and speech, united by common sense: the seven capacities of the mind complete the five senses of the body according to the Aristotelian view.
The seven inner senses were sometimes reduced to five, essentially because the "common sense" uniting all senses was not always counted together with the other inner senses, and because fantasy/fancy would sometimes be reduced to imagination; or else estimation would simply disappear from the list of the senses. It is however remarkable that memory, dreaming, speech, and cognition were determined so early as different essential psychological abilities in conformity with what modern science has demonstrated.
The quest for the reader's synesthetic experience: Theory and principles
What can be considered as a major contribution of Aristotle, therefore, is the methodology he proposes to develop one's capacity to unify one's senses and perceive the harmony of the world. Pythagoras was most probably the source of his method but no writing remains of his precise teachings, and we can only deduce such a filiation from the categories inherited by Aristotle as for example the theoretical heritage of the correspondences of colors and music notes. In his book De Sensu, Aristotle discussed in a general way a possible analogy between color and sound harmonies. Although Plato himself eschewed any attempt to correlate colors and sound, Aristotle wrote briefly of the potential success of this endeavor in his treatise entitled On Sense and Sensible Objects.
Aristotle agreed with the early Greek theorists that purple could be identified with the musical fifth, red with the fourth, and white with the octave, but he seems to hesitate to construct a complete color scale in direct consonance with the musical scale. Pythagoras also contemplated a parallel between the musical scale and the spectral colors. Pythagoras was said to have elaborated a table of correspondences between musical intervals and colors (Gage 1993; Ferwerda and Struycken 2001) .
Hence, one cannot understand Aristotle's aesthetics apart from his Metaphysics and his rhetoric. His Rhetoric actually defines the rules to be implemented in order to create an art piece according to his aesthetics, as defined in his Poetics, and helping the liberation of the soul as defined in his metaphysics.
The ten rules of Aristotle for the union of the ten/twelve senses
Quite logically, the tenfold perfection of the world was to be perceived according to ten rules, ten dimensions, which were both supposed to be respected in a work of art and to be perceived by the spectator or reader in order to perceive them then in the universe. Synesthesia, in this perspective is not a consequence of the perception of harmony, it is a primary condition to that perception. Synesthesia represented for Aristotle a "metaphor of the senses," i.e. literally, a shift of the senses. Yet he used the same word to establish a link between his aesthetical purpose and the form of the art piece. Thirdly, he shows that one naturally uses metaphorical expressions to speak of our perception. A form of riddle 1 is one of the key-elements for a good metaphorical effect according to reach synesthesia as a "metaphor of the senses" (De Anima, II, 420 a and b) 2 , and poetry 1 "Good riddles do, in general, provide us with satisfactory metaphors: for metaphors imply riddles, and therefore a good riddle can furnish a good metaphor. Further, the materials of metaphors must be beautiful; and the beauty, like the ugliness, of all words may, as Licymnius says, lie in their sound or in their meaning" (Aristotle 1984: 170) .
2 See for that development in De Anima, Book III, chapter 2: Each sense then is relative to its particular group of sensible qualities: it is found in a senseorgan as such and discriminates the differences which exist within that group; e.g. sight discriminates white and black, taste sweet and bitter, and so in all cases. Since we also discriminate white from sweet, and indeed each sensible quality from every other, with what do we perceive that they are different? It must be by sense; for what is before us is sensible
The theory of synesthesia as aiming in its turn at synesthesia 3 : "The materials of metaphor must be beautiful to the ear, to the understanding, to the eye or some other physical sense" (Aristotle objects. (Hence it is also obvious that the flesh cannot be the ultimate sense-organ: if it were, the discriminating power could not do its work without immediate contact with the object.) Therefore (1) discrimination between white and sweet cannot be effected by two agencies which remain separate; both the qualities discriminated must be present to something that is one and single. On any other supposition even if I perceived sweet and you perceived white, the difference between them would be apparent. What says that two things are different must be one; for sweet is different from white. Therefore what asserts this difference must be selfidentical, and as what asserts, so also what thinks or perceives. That it is not possible by means of two agencies which remain separate to discriminate two objects which are separate, is therefore obvious; and that (it is not possible to do this in separate movements of time may be seen' if we look at it as follows. For as what asserts the difference between the good and the bad is one and the same, so also the time at which it asserts the one to be different and the other to be different is not accidental to the assertion (as it is for instance when I now assert a difference but do not assert that there is now a difference); it asserts thus-both now and that the objects are different now; the objects therefore must be present at one and the same moment. Both the discriminating power and the time of its exercise must be one and undivided.
But, it may be objected, it is impossible that what is self-identical should be moved at me and the same time with contrary movements in so far as it is undivided, and in an undivided moment of time. For if what is sweet be the quality perceived, it moves the sense or thought in this determinate way, while what is bitter moves it in a contrary way, and what is white in a different way. Is it the case then that what discriminates, though both numerically one and indivisible, is at the same time divided in its being? In one sense, it is what is divided that perceives two separate objects at once, but in another sense it does so qua undivided; for it is divisible in its being but spatially and numerically undivided. is not this impossible? For while it is true that what is self-identical and undivided may be both contraries at once potentially, it cannot be self-identical in its being-it must lose its unity by being put into activity. It is not possible to be at once white and black, and therefore it must also be impossible for a thing to be affected at one and the same moment by the forms of both, assuming it to be the case that sensation and thinking are properly so described. (Aristotle 1986: 184) 3 The highest level of intellect, then, according to Pythagorean scale of correspondence, the natural element which is related to spirit is ether, associated with the highest note of the scale, which corresponds to purple, evoked with violets.
There are numerous arbitrary arrangements setting forth the mutual relationships of the planets, the colors, and the musical notes. The most satisfactory system is that based upon the law of the octave. The sense of hearing has a much wider scope than that of sight, for whereas the ear can register from nine to eleven octaves of sound the eye is restricted to the cognition of but seven fundamental color tones, or one tone short of the octave. Red, when posited as the lowest color tone in the scale of chromatics, thus corresponds to do, the first note of the musical scale. Continuing the analogy, orange corresponds to re, yellow to mi, green to fa, blue to sol, indigo to la, and violet to si (ti). The eighth color tone necessary to complete the scale should be the higher octave of red, the first color tone. The accuracy of the above arrangement is attested by two striking facts: (1) the three fundamental notes of the musical scale -the first, the third, and the fifth -correspond with the three primary colors -red, yellow, and blue; (2) the seventh, 1984: 170). Poetry being the creation of a new approach to the world, it should be no surprise that its form should suit best the metaphor of the senses pursued by Aristotle as the acme of its form, since poetry mimics perception to operate a re-creation of the world. Poetry, (even the musicality of language is discussed as an important criterion by Aristotle 4 ), writing with riddles are consensual enough to be common tools and devices of writers. Aristotle was more specific when he gave the ten rules needed for a work of art to induce synesthesia.
To summarize the primary conditions for the accomplishment of a synesthetic creation, the ten elements of Aristotle' typology are the following: one substance, the idea, the essence of the play, of the plot, or of a novel, and nine categories, "quantity," "quality," "relation," "action," "passion," time" and "space," "disposition" and "habituation."
Quantity
By quantity Aristotle meant the actual mention of numbers and quantity in a literary piece, either explicitly, or implicitly.
Quality
What quality could Aristotelian aesthetics demand of such an arithmetical game? The answer is given by Aristotle himself in his Rhetoric: "Good riddles do, in general, provide us with satisfactory metaphors: for metaphors imply riddles, and therefore a good riddle can furnish a good metaphor. Further, the materials of metaphors must be beautiful …" (Aristotle 1984: 170) .
Relation
The relation between the various elements of the poetic creation must be also mathematically correct. The symbolical associations should not contradict it.
and least perfect, note of the musical scale corresponds with purple, the least perfect tone of the color scale. (Hall 1928: 220-221) . 4 For Aristotle, harmony was important, yet he conceived that verse and music could exist independently: "The arts of flute-playing and harp-playing use only harmony and rhythm" (Aristotle, Poetics, I 1447a).
The theory of synesthesia
Action
The category of action should reflect the mathematical harmony as well. This dimension in particular underlines the importance of numbers, not only at the explicit level of an art piece, but also in its structure and inner echoes.
1.4.5 "Time" and "space."
What better coordination of time and space than the combination of the diachronic time of music with the spatial dimension of the body and of the quest, together with the concrete spatial realization of a book?
Disposition and habituation
Aristotle's Ethics describes ethical virtue as a hexis ('state,' 'condition,' 'disposition') -a tendency or disposition, induced by our habits, to have appropriate feelings (1105b25-6). Defective states of character are hexeis (plural of hexis) as well, but they are tendencies to have inappropriate feelings. The significance of Aristotle's characterization of these states as hexeis is his decisive rejection of the thesis, found throughout Plato's early dialogues, that virtue is nothing but a kind of knowledge and vice nothing but a lack of knowledge. For Aristotle, virtue is due to a natural disposition as much as to a form of discipline. 
The epiphanic experience of the divine
Synesthesia is a means as much as a purpose for Pythagoras as for Aristotle. The purpose of synesthesia is to experience the perception of the divine harmony of the world. The structure of the universe is described in the treaty of Plato, Timeus, a text in which Plato evokes the creation in terms of a composition of materiality and immateriality, i.e. spirituality. Once the primary creation of material is done, the Genitor of the world shapes it into the celestial perfection of the planets, turning in perfect circles. The movement of the planets corresponds to the last dimension, i.e. time, introduced after the four levels of division/creation of the tetractys. Hence, the dimension of time is parallel to the dimension of space and to the degree of spirituality. The divine perfection of the world of ideas reflected on the orbs is expressed in circles. The human imperfection of the material world suggests that the original circle is also affected and human time does not share the perfection of eternal return. If the structure of time was at the core of scientific interrogations during Nabokov's youth, the "texture of time" is one of his central interrogations in Ada. We may venture the hypothesis that synesthesia was one of the intellectual interrogations of Nabokov on the texture of time, which is evoked in Ada in terms of metaphors of time, which, in the context of the Aristotelian intertext suggests both a relationship between that the topic of time and the topic of synesthesia, together with their common denominator: the Aristotelian theory of synesthesia.
2 Nabokov's synesthetic writing
The metaphors of synesthesia
In this part, I wish to focus on the first chapter of The Gift, both because Nabokov had allegedly dedicated this book to a metafictional discussion of literature and because the first chapter was centered on poetry, which corresponds to Aristotle's first rule.
Its heroine is not Zina but Russian Literature. The plot of chapter One centers on Fyodor's poems. Chapter Two is a surge toward Pushkin in Fyodor's literary progress and contains his attempt to describe his father's zoological explorations; Chapter Three shifts to Gogol, but its real hub is the love poem dedicated to Zina. Fyodor's book on Chernyshevski, a spiral within a sonnet, takes care of Chapter Four. The last chapter combines all the preceding themes and adumbrates the book Fyodor dreams of writing some day: The Gift. (Nabakov 1963: 8) After a few introductory lines staging the writing of the novel as a discussion on the writing of novels, Fyodor introduces the essence of writing as the transfiguration of the world perceived. Writing enlightens reality with a new perspective as the strata of meaning endow signifiers with a new status. Fyodor's narrative voice as a writer's echoes Nabokov's and begins the description of a street, starting with the moving element of that street, a van:
… a moving van, very long and very yellow, hitched to a tractor that was also yellow, with hypertrophied rear wheels and a shamelessly exposed anatomy, pulled up in front of Number Seven Tannenberg Street, in the west part of Berlin. The van's forehead bore a starshaped ventilator. (Nabokov 1963: 11) The moving van, translated in Greek is precisely a van of metaphoricos, a word still used in modern Greek for the moving enterprises. Right when
The theory of synesthesia Nabokov/Fyodor reflects on the power of signifiers, writing in their representation of reality, the moving van/the power of metaphors enters the scene. The van is transformed by the metaphor into a human being, revealing shamelessly its anatomy and bearing the sign of a star-shaped ventilator on its forehead. While the theme of synesthesia has not yet been introduced, the question of metaphors and their connection with the harmony of the world, the music of the spheres is indirectly suggested by the number seven, the star-shape, while the hypertrophy of the wheels insists on the moving circles of the primary stars.
Language, in this first chapter of The Gift, conveys the power of synesthesia and appears as the center of the perception of the world and of the description. The metalinguistic and metatextual readings are so intertwined that the quest for the "real" as defined by Michael Wood in The Magician Doubts very soon takes on a metaphysical dimension. 
The implementation of the synesthetic rules
The street and the scene observed by the narrator are potential topics and as such, are endowed with a potential aesthetic dimension that transforms them, just as a frame set around them would, or as a metalinguistic sentence does the trick: "Some day, he thought, I must use such a scene to start a good thick old-6 The narrator's "this and only this," of course, is itself a brave, forlorn attempt to get the insufficient and unmanageable word "reality" to stand still. "Real" belongs, as the philosopher J. L. Austin says, to the family of adjustable terms by which we seek to "meet the innumerable and unforeseeable demands of the world upon language." It also buries these demands, makes them seem irrelevant or already dealt with, even as it (more or less) meets them.
The problem proliferates in Nabokov, banality and longing chasing each other. Perhaps a real life is not an existence, however solid and undeniable, but the best or most memorable moments of an existence, instants of exaltation or insight, times when the self is most itself: real life rather than mere living. In The Eye, 1930, Narrator's narrator glosses what is real for him as "oppressive and tender, provoking excitement and torment, possessed of blinding possibilities of happiness, with tears, with a warm wind." Or -we now approach one of the most subtle and urgent suggestions of The Real Life of Sebastian Knight -what is real is the life we lead when we lose ourselves, when we abandon or are driven from the rational fiction of our identity: when we fall in love for example, and especially when we fall deeply, hopelessly, brutally, stupidly in love…
The real for Nabokov is always refracted. There are no bare facts, as he puts it in his book on Gogol. The inevitable refraction is a disappointment to our dream of an uncomplicated, unmediated truth, an easily accessible real life, but there is no opposition between reality and refraction. The real is no less real because it is refracted, that is the way it comes to us. (Wood 1994: 30-32) fashioned novel" (Nabokov 1963: 11) . Yet the street presented as a potential aesthetic object is then evoked as changed.
He knew the street and indeed the whole neighborhood: the boardinghouse from which he had moved was not far; until now, however, the street had revolved and glided this way and that, without any connection with him; today it had suddenly stopped; henceforth it would settle down as an extension of his new domicile ; Nabokov 1963: 12. The narrator focuses on that change, and rewrites his evocation of the street, and presents it in synesthetic terms:
Lined with lindens of medium size, with hanging droplets of rain distributed among their intricate black twigs according to the future arrangement of leaves (tomorrow each drop would contain a green pupil); complete with a smooth tarred surface some thirty feet across and variegated sidewalks (hand-built, and flattering to the feet), it rose at a barely perceptible angle, beginning with a post-office and ending with a church, like an epistolary novel. With a practised eye he searched it for something that would become a daily sore spot, a daily torture for his senses, but there seemed to be nothing of that sort in the offing, and the diffuse light of the grey spring day was not only above suspicion but even promised to mollify any trifle that in more brilliant weather would not fail to crop up; this would be anything: the colour of a building, for instance, that immediately provoked an unpleasant taste in the mouth, a smack of oatmeal, or even halvah; an architectural detail that effusively caught one's attention every time one passed by; the irritating sham of a caryatid, a hanger-on and not a support, which, even under a lighter burden, would crumble into plaster dust; or, on a tree trunk, fastened to it by a rusty thumbtack, a pointless but perpetually preserved corner of a notice in longhand (runny ink, blue runaway dog) that had outlived its usefulness but had not been torn off; or else an object in a shop-window, or a smell that refused at the last moment to yield a memory it had seemed ready to shout, and remained instead in its street corner, a mystery withdrawn into itself. No, there was nothing like that (not yet in any case); it would be a good idea, he thought, some time at leisure to study the sequence of three or four kinds of shops and see if he were right in conjecturing that such a sequence followed its own law of composition, so that, having found the most frequent arrangement, one could deduce the average cycle for the streets of a given city, for example: tobacco shop, pharmacy, greengrocery. On Tannenberg Street, these three were dissociated, occurring on different corners; perhaps, however, the rhythmic swarming had not yet established itself, and in the future, yielding to that counterpoint (as the proprietors either went broke or moved) they would gradually begin to gather according to the proper pattern: the green-grocery, with a glance over its shoulder, would cross the street, so as to be at first seven and then three doors away from the pharmacy -in somewhat the same way as the jumble letters find their places in a film commercial, and at the end there is always one that does a kind of flip, and then hastily assumes its position … (Nabokov 1963: 12-13) The theory of synesthesia The other conditions for the creation of a synesthetic effect of a work of art on the spectator are respected by Nabokov to the utmost detail, as a systematic study shows.
The elements of riddles
First, one finds explicit mention of elements of a riddle:
-it rose at a barely perceptible angle, beginning with a post-office and ending with a church, like an epistolary novel. With a practised eye he searched it for something that would become a daily sore spot: the order of the elements of the sentence created a form of hesitation of the reader to spot the noun referred to by the neutral pronoun. In the immediate context, "it could be "a sore spot," "an epistolary novel," and the noun "street" is just set somewhat far behind, creating what Tsur called an "embush," "a delay of closure" because the reader will ponder a few minutes on the text to establish his interpretation. That hesitation is enough to establish a symbolic link between the evocation of the street and the topic of the writing of the novel.
One finds another element associated with a riddle: the explicit word "mystery."
-or a smell that refused at the last moment to yield a memory it had seemed ready to shout, and remained instead in its street corner, a mystery withdrawn into itself.
Musical and poetical dimension of the text
The musical dimension favored by Pythagoras and Aristotle is also present. "The materials of metaphor must be beautiful to the ear, to the understanding, to the eye or some other physical sense" (Aristotle 1984: 170) .
The passage starts with a rhythmical, phonic, and poetical evocation that can be easily emphasized by a construction of the text into stanzas:
Lined with lindens of medium size, with hanging droplets of rain distributed among their intricate black twigs //according// to the future //arrangement// of leaves This example suffices to illustrate the extreme attention paid to the musical dimension of words. A similar attention is given to numbers and quantity.
Quantity
By quantity, Aristotle meant actual mention of numbers, as much as repetitions of words according to important central figures. The passage reveals several numbers that seem insignificant in the direct context they appear in:
The van stops in front of number seven. complete with a smooth tarred surface some thirty feet across so as to be at first seven and then three doors away from the pharmacy For Aristotle, the quantity evoked in the text should be related to the quality and to the essence of the plot.
Quality
Quality is expressed through comments on the quality of colors or tinges of the surroundings described. Nabokov even used synesthetic comparison to evaluate that dimension.
… the diffuse light of the grey spring day was not only above suspicion but even promised to mollify any trifle that in more brilliant weather would not fail to crop up; this would be anything: the color of a building, for instance, that immediately provoked an unpleasant taste in the mouth, a smack of oatmeal, or even halvah;
Relation
Relation is the actual logical or aesthetic relationship of the various elements of a description or of a plot.
We find an inversion process at work between the van and the human beings of the passage who stand and watch fixedly the van. The van is moving and they are motionless.
The type of relationship between the man and the woman evoked seems to be empty as they stare motionless: they are reduced to the status of objects while the object (the van) is active.
The man, arrayed in a rough greenish-brown overcoat to which the wind imparted a ripple of life, was tall, beetle browed and old, with the grey of his whiskers turning to russet in the area of the mouth, in which he insensitively held a cold, half-defoliated cigar butt. The woman, thickset and no longer young, with bow-legs and a rather attractive pseudoThe theory of synesthesia Chinese face, wore and astrakhan jacket; the wind, having rounded her, brought a whiff of rather good but slightly stale perfume.
Of course, one could also study the relation between the narrator and the world but we can already find an implementation of the Aristotelian rules in the relation between the elements of reality themselves as they are represented in the narration.
Action
Action could be understood either as the described action, which consists in an inversion of functions between the active van and the inactive humans, or else in the Aristotelian meaning, as the plot of the novel, i.e. writing the perfect novel. This introductory text bears the mark of metafictional comments which can be attributed to the writer-narrator or to Nabokov himself. These comments project or postpone the writing of a good novel, while the action of the human individuals present in the scene is absent, as if they were waiting for an order to move, or else as if their inability to act could not provide the narrator with a good plot.
Some day, he thought, I must use such a scene to start a good thick old-fashioned novel.
On the sidewalk, before the house (in which I too shall dwell) stood two people who had obviously come out to meet their furniture (in my suitcase there are more manuscripts than shirts). The man, arrayed in a rough greenish-brown overcoat to which the wind imparted a ripple of life, was tall, beetle browed and old, with the grey of his whiskers turning to russet in the area of the mouth, in which he insensitively held a cold, half-defoliated cigar butt. The woman, thickset and no longer young, with bow-legs and a rather attractive pseudo-Chinese face, wore and astrakhan jacket; the wind, having rounded her, brought a whiff of rather good but slightly stale perfume. They both stood motionless and watched fixedly, with such attentiveness that one might think they were about to be short-changed, as three red-necked husky fellows in blue apron wrestled with their furniture.
Passion
Passion, for Aristotle is necessary for the creation of a synesthetic art piece. In the novel The Gift, Fyodor's future love with Zina contrasts sharply with the absence of love of the introductory couple. It also contrasts with the narrator's love for writing.
Space, (associated with disposition)
Finally, time, space, disposition and habituation are also rules strictly respected by Nabokov. His evocation of space for example, is explicitly ordered.
On Tannenberg Street, these three were dissociated, occurring on different corners; perhaps, however, the rhythmic swarming had not yet established itself, and in the future, yielding to that counterpoint (as the proprietors either went broke or moved) they would gradually begin to gather according to the proper pattern: the green-grocery, with a glance over its shoulder, would cross the street, so as to be at first seven and then three doors away from the pharmacyin somewhat the same way as the jumble letters find their places in a film commercial, and at the end there is always one that does a kind of flip, and then hastily assumes its position.
Disposition
The disposition of elements in the given space is not set at random.
Lined with lindens of medium size … according to the future arrangement of leaves … it would be a good idea, he thought, some time at leisure to study the sequence of three or four kinds of shops and see if he were right in conjecturing that such a sequence followed its own law of composition, so that, having found the most frequent arrangement, one could deduce the average cycle for the streets of a given city, for example: tobacco shop, pharmacy, greengrocery.
Habituation
Habituation, one of the most complex dimensions of Aristotle's rules is expressed through acquired habits and practice.
With a practised eye he searched it for something that would become a daily sore spot, a daily torture for his senses, but there seemed to be nothing of that sort
Time
Finally, the passing of time is discretely pointed at by a few details and adjectives:
an architectural detail that effusively caught one's attention every time one passed by; a pointless but perpetually preserved corner of a notice in longhand (runny ink, blue runaway dog) that had outlived its usefulness The theory of synesthesia Nabokov's respect of the Aristotelian rules of synesthesia does not spare his constant effort to mention explicitly in his text the various senses of the body. In this introductory text, he does not only mention the five customary senses, but also the inner senses of the Greek philosophy. The present article quickly evokes those senses before showing that Nabokov's writing further investigates the possibilities of writing to fulfill the conditions of synesthesia.
The explicit reference to the five outer senses
We find explicit references to the outer senses, such as sight ("the diffuse light" / "of the grey spring day" / "that in more brilliant weather would not fail to crop up" / "the color of a building") taste ("any trifle this would be anything: the color of a building, for instance, that immediately provoked an unpleasant taste in the mouth, a smack of oatmeal, or even halvah") touch ("but even promised to mollify" / "irritating sham of a caryatid") smell ("or a smell that refused at the last moment to yield a memory").
Yet we also find explicit references to the five inner senses: -evaluation ("was not only above suspicion"); -memory ("that refused at the last moment to yield a memory"; "Some day, he thought, I must use such a scene to start a good thick old-fashioned novel. The fleeting thought was touched with a carelessly irony; an irony, however, that was quite unnecessary, because somebody within him, on his behalf, independently from him, had absorbed all this, recorded it, and filed it away."); -cognition ("He knew the street and indeed the whole neighborhood: the boardinghouse from which he had moved was not far; until now, however, the street had revolved and glided this way and that, without any connection with him; today it had suddenly stopped; henceforth it would settle down as an extension of his new domicile."); -imagination (at work and described by the text; "No, there was nothing like that (not yet in any case); it would be a good idea, he thought, some time at leisure to study the sequence of three or four kinds of shops and see if he were right in conjecturing that such a sequence followed its own law of composition, so that, having found the most frequent arrangement, one could deduce the average cycle for the streets of a given city, for example: tobacco shop, pharmacy, greengrocery."); -dream, as Fyodor dreams of writing the perfect novel and that dream is the essence of The Gift.
Synesthetic structures
Nabokov investigates synesthetic structures, associating various art forms and disciplines, music and mathematics. For Aristotle, the structure of a work of art has to echo its numerological symbolism and its conceptual and symbolic demonstration. In this part of my analysis, I refer to a structural analysis that was made by Simon Karlinsky published in an article entitled Dar in a special issue of the literary journal L'Arc. This analysis showed that the thematic structure of the novel followed a strict construction with echoes and mirror-like effects between definite chapters. My analysis of the echoing chapters developing the main themes is that they also referred to Pythagorean numbers:
L'action se développe sur trois plans.
Le premier concerne la vie quotidienne du héros, ses allées et venues dans Berlin (ville en partie imaginaire), ses rapports avec les autres réfugiés, avec les logeuses, avec le directeur d'un journal d'émigrés, sa situation au sein d'une population haïssable et presque toujours grotesque. Le héros a une aventure avec Zina, une demi-juive, fille de l'une de ses propriétaires; il est lié d'amitié aux Tchernychevski, un couple déjà âgé d'intellectuels russes. Ainsi se développent trois thèmes -la vie quotidienne, l'amour, l'amitié -qui s'ouvrent chacun sur divers éléments du passé: évoquant plus d'une fois les réverbérations, les miroitements de la fugue. Pour Godounov-Tcherdynsev, il s'agit de son enfance pré-révolutionnaire -et des voyages de son père, explorateur fameux, qui disparaît au moment de la Révolution dans des circonstances demeurées obscures. Pour Zina, du passé de sa mère -et de sa propre expérience de dactylo dans une sinistre officine d'avocats. Pour les Tchernychevski, du suicide de leur fils Yacha, qu'a entraîné une histoire d'amour triangulaire.
Le deuxième plan concerne la lente formation de Godounov-Tcherdynsev en tant qu'écrivain et le cours de sa carrière pendant les trois années en question. Cette carrière est marquée par trois étapes: un recueil de vers -médiocres -qui relate son enfance; une biographie de son père, ou plut$ot le début de cette biographie, car l'auteur abandonne son projet au moment où il apprend son métier en étudiant celui de Pouchkine: enfin, sa première oeuvre achevée: La Vie de Tchernychevski (qui constitue le chapitre IV du roman), dont nous suivons l'élaboration, la publication, l'accueil par la critique. L'on peut rattacher à ce plan deux rencontres imaginaires que fait GodounovTcherdynsev: l'une, d'un poète qu'il admire, l'autre, d'un critique parisien qui lui est hostile, dont les idéaux mystiques et politiques le poussent à attaquer des oeuvres que son goût eût élues.
La matière correspondant à ces deux plans est disposée symétriquement: comme si un miroir opposait toujours les événements à leur reflet. C'est La Vie de Tchenychevski qui assure cette division. D'un côté, les recherches du héros sur Tchenychevski et son époque, de l'autre, les articles publié dans les journaux d'émigrés de toutes couleurs. Par exemple, la première conversation imaginaire de Fedor Godounov-Tcherdynsev avec le poète Kontcheev au chapitre I renvoie à la deuxième conversation de ce genre au
The theory of synesthesia chapitre V. La fin du roman, qui égare le lecteur imprudent en lui faisant croire à l'aboutissement des amours avec Zina -alors que la pages précédentes ont montré précisément que les amoureux avaient déplacé les clefs de la maison pour s'épargner toute tentation -, cette fin reproduit et développe deux épisodes précédents: le héros perd une clef au chapitre I, au chapitre III sa rencontre romanesque avec Zina est de nouveau liée à une histoire de clefs. De même, la publication du livre met en lumière deux épisodes parallèles de la comédie littéraire: la soirée où un Allemand atteint de graphomanie lit une tragédie ridicule, la réunion non moins bouffonne d'une association de littérateurs émigrés … Une telle structure, essentiellement musicale, peut surprendre dans une oeuvre de fiction. (Karlinsky 1985: 46-54) Interestingly, the critic perceived the structure of The Gift as the musical structure, imitating the structure of a Baroque fugue (with an exposition of the theme, a development, and a conclusion). The fugue had a musical principle in that a theme exposed was called a generator theme, and each further development was done according to a principle of imitation that could include a form of inversion. Aristotle recommended the association of music and poetry and would not have failed to enjoy the composition structure of The Gift according to Karlinski. Yet the structure as described by the critic sets off the presence of key-numeric references for Pythagoreans. The five chapters obviously remind us that the number five was essential, not only because it referred to the five members of the body, to the five openings of the body unto the world and to the five fingers of hands and feet. Five was sacred because Pythagoreans could calculate all the 3D volumes of the space with the five first numbers. The ternary rhythm of the thematic structure could also refer to the three primary numbers, which can be divided only by themselves and by one. The chapters linked by the thematic echoes are chapters 1, 3, and 5. Taken together those numbers give us the cubic value of 3. And if we remember the basics of the Pythagorean worldview, the structure of the world started with the monad (1), then was followed by the dyad (2), the first even number qualified of feminine, followed by the triad, (3) the first uneven number considered masculine. The four five numbers entailed potentially the decade because their sum was equal to 10 and summarized the tetractys (1 + 2 + 3 + 4 = 10). The decade was then the most important number after 5, because it summarized the ten points of creation with the tetractys and because it initiated the remarkable equations from 10 to 14 that all added up to the number of days in a year, 365. With the number 5 Pythagorean could measure space and even calculated pi. With ten, they linked space with time.
3 Towards the aesthetics of a synesthetic epiphany?
3.1 Synesthetic epiphany, imagination, and memory 3.1.1 Creative fancy and perception Synesthesia, as taught by the Ancients, was considered as the proof of an access to the perception of the structure of the harmony of the world, and to the divine structure of the universe. Synesthesia was a form of epiphany. To perceive the music of the spheres was the sign that one had reached synesthesia. Interestingly, the expression of the highest pleasure of writing/reading, in Nabokov's terms echoes synesthetic perception as "an aesthetic bliss." Defining that expression is not an easier task, but the metaphors used by Nabokov to illustrate that feeling are very interesting. In an interview with Nabokov by Allene Talmey, Associate Editor of the journal The Vogue on June 26, 1969, Nabokov evokes a perception associating together perception and imagination, which sounds like a poetic fantasy to us as modern readers and yet evokes strangely the exact terms of Pythagorean synesthesia, since that feeling is described as an access to the understanding of the order of the universe:
In your autobiography, Speak, Memory, you describe a series of concurrent, insignificant events around the world "forming an instantaneous and transparent organism of events," of which the poet (sitting in a lawn chair at Ithaca, New York) is the nucleus.
How does this open out on your larger belief in the precedence of the imagination over the mind?
The simultaneousness of these random events, and indeed the fact of their occurring at all as described by the central percipient, would only then conform to "reality" if he had at his disposal the apparatus to reproduce those events optically within the frame of one screen; but the central figure in the passage you quote is not equipped with any kind of video attached to his lawn chair and must therefore rely on the power of pure imagination. Incidentally, I tend more and more to regard the objective existence of all events as a form of impure imagination hence my inverted commas around "reality." Whatever the mind grasps, it does so with the assistance of creative fancy, that drop of water on a glass slide which gives distinctness and relief to the observed organism. (Nabokov 1990: 153-154) "Creative fancy" was the exact terminology to mention the second type of imagination of certain classifications of the inner senses (fantasia). Imagination only permitted a combination of memorized images in that perspective and common sense, the twelfth sense of some categories, allowed the union of all inner and outer senses. Thus the link established by Nabokov in that interview between perception and the inner sense of fancy is not only poetical and resulting from a personal metaphor. It refers quote accurately to that theory of the union of senses.
Imagination and memory
In another interview, while evoking Speak Memory, Nabokov elaborates further on the relationship between imagination and memory, two mental activities that often appear to us as contradictory. In a synesthetic quest, the association between imagination and memory is not only useful but inevitable. When asked by James Mossman the part of his creativity in that biography, Nabokov claimed that creative part: "Everyone can sort out convenient patterns of related themes in the past development of his life. Here again I had to provide pegs and echoes when furnishing my reception halls" (Nabokov 1990: 141) . The complex construction of semantic networks in Nabokov's writings is a well-known phenomenon and does not only appear in the novel focused on by the present article.
The intricate composition of various levels of correspondences -complex semantic systems working together for the author's demonstration -was noted and examined by many critics and for all of Nabokov's novels. His novels were compared to games of chess, and Lolita reveals numerous semantic systems, such as the reading of the novel as the development of a nymphet into a butterfly, or the game of chess of a white queen chased by the two kings.
Aesthetic bliss however is not only created by this kind of games. It is deeply rooted in the construction of the novels, as noted by Julia Bader in her study of Pale Fire:
The novel starts with the words Pale Fire, referring to the poem; the commentary ends with Gradus, the step to Parnassus; and the Index lists "Zembla," which is Parnassus itself, the land of semblance, of art. The experience of the novel has taken us from the poem to the realm of poetic imagination. Both of these are contained in the mind of the artist. The poem presents Shade's obsession with the "abyss" of death and the hereafter. The commentary is the fantasy exploration of that abyss through the process of artistic creation. The pattern of Pale Fire -a novel about the search for and finding of psychological and metaphysical patterns -is the transformation and enrichment of different levels of the artistic imagination. Its form is the interwoven web of the poem and commentary. Its meaning is the texture of beauty resulting from the conjunction. (Bader 1972: 56) The very correspondence of semantic levels and networks reflects the aesthetics which a writer should aimed at establishing in his work according to Aristotle. Thus, enigmas, riddles, and strictly combined structures and symbolism that characterize Nabokov could be read as the ideal creation of synesthesia. Thus Nabokov's thinking in images would not only be a passive form of synesthetic perception, but the result of his art, turned into a quest for his writing and for his readers. I don't think in any language. I think in images. I don't believe that people think in languages. They don't move their lips when they think. It is only a certain type of illiterate person who moves his lips as he reads or ruminates. No, I think in images, and now and then a Russian phrase or an English phrase will form with the foam of the brainwave, but that's about all. (Nabokov 1990: 14) 3.3 The reader's synesthetic experience If thoughts are images, and images are associated with sounds, undoubtedly, aesthetic bliss is synesthetic, for the reader and the writer, as Nabokov developed in an interview with Alvin Toffler (Nabokov 1990: 40) . Asked about the pleasures of writing, Nabokov answered with the reader's pleasures:
They correspond exactly to the pleasures of reading, the bliss, the felicity of a phrase is shared by writer and reader, or -which is the same thing -by the artist grateful to the unknown force in his mind that has suggested a combination of images and by the artistic reader whom that combination satisfies.
The reader's initiation -evoked in terms that echo the hard climbing of the initiated towards the light in the Myth of the Cave -lead him to a blissful reunion with the writer in his experience:
Up a trackless slope climbs the master artist, and at the top, on a windy ridge, whom do you think he meets? The panting and happy reader, and there they spontaneously embrace and are linked forever if the book is to last forever (Nabokov 1983 : 2).
7 There is not enough space in an article to develop Nabokov's concept of time, which is directly associated with synesthesia. According to Pythagoras and Plato, time being associated with space in the structure of the universe, synesthetic perception of the universe permitted a clear understanding of the structure of time (which Nabokov names repeatedly the texture of time), the core subject of Ada, according to Nabokov.
Conclusion
The "spontaneous embrace" of reader and writer illustrates most eloquently, with the final accession to the rugged top of an ascension to the enlightened top of a mountain, the success of an enterprise profoundly dedicated to the loving sharing of an experience eluding words. Like the initiator of Plato's Myth of the Cave, the writer stands at last with his fellow-reader, who, having taken the risk of following him, finally enjoys synesthesia, aesthetic bliss.
